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Landfill




3 #TIF (6:53)
Spicy Shrimp



5 /NEEIR (8:29)
Minor Layers

4 FHAIZAIIAIR (10:25)
Knowledge Through Time



7 HEAIEE (8:08)

Ancient Darkness

6 K AEEE (10:06)
Dancing in the Wind
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Connected Phrases
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SR FARRIIESS (8:34)
March Through Serenity
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exploring an old market with Cathy as we talked about art and culture. Her knowledge was
fascinating.

For this workshop we would be using Rauschenberg’s The 1/4 Mile or 2 Furlong Piece,
exhibited at the museum, as inspiration to explore music composition. The Rauschenberg
work is literally a quarter-mile long and took over the entire main gallery. That’s a lot of
inspiration!

We were fortunate to find an angel in Matt Roberts, who would play trombone, organize a
rhythm section to be present at the workshops and performances, and translate. Having a
translator was imperative. Matt, although born and raised in the United States, is fluent in
Mandarin. Also, being a musician, Matt understands the nuances of musical meanings; having
him there to interpret both the words and the music was invaluable.

The UCCA gave us a large room for the week, easily accessible to the exhibit, which was
helpful as we would make regular trips through the quarter-mile exhibit. When | first walked
into the space | was greeted by a most delightful sight: 20-plus musicians holding or sitting at
various instruments, all looking up with expectant faces, ready for me to change their lives in
some way. | was both exhilarated and mortified. Would this really work? Would the language
barrier be too difficult? Would the societal differences get in the way of this being the kind of
cathartic experience | had hoped it to be? Well, there was only one way to find out.

We began the workshop with my projecting images of the paintings that inspired the
movements from Portrait in Seven Shades. | shared my own experience—what | saw in the
paintings, and the different ways | found to express them musically. We explored how to
use the emotions we felt when we looked at pieces such as Dali’s Persistence of Memory,
Picasso’s Les Demoiselles d’Avignon, or Monet’s Reflections of Clouds on the Water Lily-
Pond. It was at this moment, based on the responses | was witnessing, that | understood what
would perhaps be the most challenging aspect of this workshop: the cultural difference of
how people are able or willing to express their feelings.

After this first hour or so, we all headed into the gallery, carrying saxophones, guitars,
keyboards, an erhu, a guzheng, and various percussion instruments, and walked the length of
the exhibition. We literally took over the museum. | asked the musicians to stop in front of a
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particular moment in the artwork that spoke to them and play along, exploring through their
instrument what they thought and felt. | was so happy to see the willingness of everyone to
do this, especially in front of patrons of the museum (the gallery remained open during all our
visits). The sight of the musicians spread out, each having their own personal experience with
the artwork, exploring various sounds and aspects of themselves, was, to me, a poignant one.

The hours and days that followed were incredibly creative. | assured my new friends that
anything they felt was completely valid. There was no judgment, no right or wrong. In this
class they could forget about every social pressure, all preconceived ideas, and just use it as
an opportunity to get to know themselves in a new way, and let us know as well.

After some initial hesitation the music started to pour out of the beautiful souls of these
musicians. Matt Roberts and | grabbed fragments here and phrases there, preserving them
on manuscript paper. When the group felt a little stuck we would revisit the gallery, get a fresh
perspective of the artwork, and explore new ideas. Ultimately, we narrowed our selection
down to nine areas of the Rauschenberg work that would serve as the final images we would
use for inspiration.

At the end of four days, we had finished our compositions and began rehearsing. We had no
time to waste—the first concert was the next evening. During the process, Matt and | decided
who among the group would join the rhythm section to be the performing band.

When | listen back to the recording of the concert, it feels like a dream. So much happened in
so short a time. The resulting compositions are remarkable. Many of the musicians had no or
little experience composing music, but because the workshop allowed them to be themselves
and explore without limitation, in an environment of trust, the music is completely unique and
deeply personal.

None of this would have been possible without the help, vision, and faith of Philip Tinari, the
director of the UCCA. And without Cathy Barbash’s passion and tenacity, this project would
not have come to fruition.

I hope you enjoy the music.

Ted Nash
April 27,2022
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Of all the moments of Sino-American encounter that dot the five decades since Nixon
landed in Beijing in February 1972, two trips made by the artist Robert Rauschenberg
in 1982 and 1985 stand out for the deep impact they had on both sides of the divide.
Rauschenberg’s first trip brought him to the world’s oldest paper mill deep in Anhui province,
where he studied new techniques and formed personal connections with artisans and staff.
Legend has it that a conversation with the mill’'s cook, whom he learned was rarely able to
travel the short distance between the mill and his family owing to bureaucratic obstacles,
inspired Rauschenberg to conceive a traveling art exhibition aimed at countries with similar
restrictions. The result was ROCI, pronounced Rocky, after the artist’s pet turtle. Short for
“Rauschenberg Overseas Culture Interchange,” it was an entirely self-funded project that
brought him and his work to ten countries including Cuba, Venezuela, Malaysia, the USSR,
and, of course, China between 1984 and 1991. ROCI China, which included more than 100
works, drew over 300,000 visitors in just eighteen days at Beijing’s National Gallery in
December 1985 before traveling to Lhasa. It appeared just as a new generation of artists,
the first to graduate from the nation’s art academies since they reopened after the Cultural
Revolution, were finding their feet. Rauschenberg brought a wealth of ideas—not just
collage or dye transfer printing, but the notion that something as mundane as a cardboard
box could become art. For young Chinese artists pushing the boundaries of the formal
academic establishment, this was liberation.

Thirty years after Rauschenberg’s visit, UCCA mounted a second major exhibition of
his work in Beijing. This show centered on a sprawling work— The 1/4 Mile or 2 Furlong
Piece—which Rauschenberg had completed between 1981 and 1998, spanning the entire
ROCI period and cataloguing his influences and innovations over a long career. Titling our
exhibition “Rauschenberg in China,” we also included works of color photography that he
had made on his travels here, as well as some documentary materials that spoke to the
cultural give and take his visits entailed—items like a collage portrait of Chinese leader
Deng Xiaoping which served as the cover of the Man of the Year issue of Time Magazine in
1986. Our exhibition was mounted with the full support of the Rauschenberg Foundation,
and curated by two people who knew the artist extremely well, Susan Davidson and David
White. Davidson had curated Rauschenberg’s 1997 Guggenheim retrospective; White was
Rauschenberg’s studio curator from 1980 until his death in 2008. “Rauschenberg in China”
happened around the same time as another major Rauschenberg exhibition co-organized
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by MoMA, Tate, and SFMOMA, and in this way participated in a reframing of the artist’s
work, particularly by paying more attention to the later part of his career. In Beijing, we
used the exhibition as an occasion to rethink the way UCCA related to its public, devoting
new resources to marketing and promotion particularly through what were then emerging
channels on social media, while also doubling down on our scholarly mission by committing
to an oral history project collecting accounts from artists and others who had personal
memories of the 1985 exhibition.

Ted Nash’s visit, initiated and organized by Cathy Barbash, was the culmination of this
pivotal summer. Shortly after the exhibition opened on June 11, 2016, UCCA's founder Guy
Ullens announced his intention to sell the institution. This decision shocked the art world
and our staff alike, and kicked off what would turn into fifteen months of uncertainty before
a new group of shareholders would be assembled and UCCA’s future secured. While it
was probably not apparent to the dozens of musicians who assembled for the workshop,
Nash had arrived just weeks into this critical period. | remember the two nights of concerts
that came at the end of their work together not just for the beauty and intelligence of the
music, but as a delightful respite from the swirl of concerns then engulfing us—a group of
Chinese and American musicians, convening to draw inspiration from the work on view, and
collaborating to produce something new and beautiful in its own right, in a spirit of shared
learning and collaboration. It’s hard to think of a happening more closely aligned with UCCA's
mission to deepen lives and transcend boundaries through art.

Much has happened in the ensuing six years that might cause us to question our faith in the
kind of dialogue that Rauschenberg and Nash espoused. Perhaps this music can remind us
of the power of artistic encounter, and inspire us to keep ourselves and the world open to
new and deeper varieties of “Overseas Culture Interchange.”

Philip Tinari
April 18,2022
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When Cathy Barbash asked for my help with this project in early 2016, | immediately agreed.
Not only because | was charmed by Cathy’s enthusiasm. But because Ted’s plan—to bring
together a group of local musicians to collectively take inspiration from Rauschenberg’s
artwork and then collectively compose, rehearse, and perform new jazz compositions, all
within a week —was bold and ambitious. Audacious even.

| was thrilled to play a part in the project, supporting logistics and translation, and joining
the musicians in the composition workshop. Even better, | had the honor of inviting other
musicians from the community to join this special event.

In the 25-plus years that I'd been performing jazz in China, I'd seen musicianship blossom
and the jazz scene steadily grow. That early generation of Chinese jazz musicians in the
1980s that made do with duplicated tape cassettes (and later, smuggled CDs) and heavily
photocopied Real Books brought into the country by visiting foreigners were now joined by
younger generations who had come of age listening to all kinds of jazz on the Internet. Many
had studied overseas in Europe and the US.

But it has always been a close-knit community, comprised of professional and aspiring
amateur jazz musicians, Chinese and foreign, welcoming and encouraging each other, and
supported by a network of persistent jazz clubs and venues in Beijing, Shanghai, Chengdu,
Hangzhou, Xi'an and other cities around China.

My first call was to Xiao Dou, a good friend and talented drummer who'd been playing on the
scene for two decades and had spent a few years sharpening his skills in Europe. Not only
was Xiao Dou one of the most creative and dynamic drummers in town, he had played with
just about all of China’s leading jazz musicians, and he had some great ideas about who to
call next.

We reached out to Charlie Wang, a passionate and adventurous bassist who had been on
the scene as long as Xiao Dou, and who had studied in Europe and the US. And then to Liang
Ying on guitar, who agreed to fly in from Chengdu for the week. As we spread the word, we
found musicians with jazz, classical and even traditional Chinese music training eager to
contribute to the project, even though it was pretty clear no one had done anything quite like
this before.
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They weren't disappointed. In three days of intense six-hour workshop sessions, Ted led the
musicians in collective art-inspired musical composition, an experience that they described
as transformational, as life-changing.

But the music was working on another level, too. Through the give and take of sharing
feelings, reactions, ideas and suggestions in the group, this collective of musicians with
different nationalities, cultures, languages and musical pedigrees found themselves sharing
an identity. Making music together formed a powerful bond.

At the end of the week, under the UCCA stage lights, the performances were magical, the
musicians inspired. For sure, there was excitement about seeing the music we had created
together come to life, and hearing a live audience validate and celebrate our week of
inspired hard work.

But beyond that, there was another reason for wanting to shine on that UCCA stage. Ted
had given so much of himself throughout the week, sharing so much of his experience, his
knowledge, and his passion. He'd helped each of us reach new heights in our own musical
journeys, and hed trusted us as partners in creating this new music together. We weren't
performing just for the audience. We were performing for Ted, and for the special family he'd
created during our intense week together.

As erhu player Yaqgiong Huang put it: “Love—this is what | felt most strongly throughout
the entire workshop. From UCCA’s careful planning and execution, to Ted Nash’s teaching,
guidance and sharing, to Matt’s extensive translation and accompaniment, to the active
participation of workshop members and the audience in the composition and discussions,
and to the final rehearsals and performances, the entire experience was full of love. That
a shared passion for one thing could bring us all together, at first strangers, in the end
friends—the entire experience was amazing, to be cherished. This is the magic of music!”

Matt Roberts
April 21,2022
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When my colleague Philip Tinari shared the news that UCCA would exhibit Robert
Rauschenberg’s —1/4 Mile or 2 Furlong Piece (1981-98), | immediately proposed to him a
collaborative live musical activation of the work created by saxophonist/composer Ted
Nash and Chinese jazz musicians. Philip welcomed the idea with enthusiasm.

Unusual in China, the project was an emanation of Rauschenberg’s ethos as well as a natural
extension of Nash's work, Portrait in Seven Shades, inspired by masterpieces at the MoMA
and premiered in 2007 by the Lincoln Center Jazz Orchestra.

Rauschenberg had met avant-garde composer John Cage in 1951, beginning a lifelong fruitful
collaborative relationship with Cage and his partner, the equally avant-garde choreographer
Merce Cunningham. He was first exposed to dance and performance art at Black Mountain
College, where he participated in Cage’s Theatre Piece No. 1 (1952). His “White Paintings”
were credited with inspiring Cage to explore silence in his own work, culminating in the
famous/infamous work, 4'33”, in which the musician performing it does not make a sound.

Rauschenberg’s interest in dance intensified after moving to New York in the early 1950s,
and he went on to join the Merce Cunningham Dance Company in 1954, designing sets
and costumes for their performances for the next decade. His other notable collaborators
included composers Morton Feldman, Christian Wolff, and Laurie Anderson, and
choreographers Paul Taylor, and Trisha Brown, as well as engineers from Bell Laboratories,
with whom he created “sound sculptures.” Collages of edited “found sound” accompanied
his own artworks.

As noted by MoMA’s Jennifer Harris in her essay “Dance Among Friends: Robert
Rauschenberg’s Collaborations with Paul Taylor, Merce Cunningham, and Trisha Brown,”
“Through each of his collaborators, as through materials, Rauschenberg found a primary
means of sharing agency—a way of escaping the blind spots he believed were inherent to
individual pursuit. This structure, both in dance and in other mediums, provided a platform
for the democratization of art—a broadening of its possible sources, materials, and
makers—an alternative path based on communal, rather than individual, vision.”

Though Rauschenberg’s “The White Paintings” had inspired Cage’s silence, his exuberant
1/4 Mile cornucopia inspired a brilliantly colored collaborative composition, led by Ted Nash.
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Rauschenberg would have been pleased: his comments in a 1987 interview with Barbara
Rose resonated just as strongly in 2016:

“I've always been attracted and tempted into nearly any situation where the final work is the
result of more than one person’s doing... Every individual that you add to a project will result
in ten times as many new possibilities.”

Cathy Barbash
April 25,2022
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